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Abstract
A product of flute modification and experimentation, the Matusiflute is a headjoint that
allows the performer to alter the timbre of the western concert flute. This thesis
examines this bi-timbral instrument, invented by Swiss flautist Professor Matthias
Ziegler, and explores its capabilities to shift to a buzzing timbral colour which is similar
to that of the dizi (Chinese end-blown flute). Composers may use the instrument for
its unique textural timbral colour or to imitate the culturally-informed performance style
of the dízi. Though reflective performance practice, music analysis and an interview
with the inventor, the thesis examines the Matusiflute to document its development
and the cultural influences that inform its performance practice. The research explores
the timbral and technical capabilities of the Matusiflute, including areas such as tone
colour, textural blending and intonation, and how they are implemented within select
repertoire. The research also investigates how – through cross-cultural collaboration
and sensitive intent – the Matusiflute may be used as a platform to convey intercultural
musical themes in representing the musical setting of the dízi. In doing so, the thesis
considers how notions to Orientalism and cultural appropriation inform the repertoire
and performance practice for this modified instrument, and what issues to consider
when creating culturally sensitive output on the Matusiflute.
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Chapter 1: Introduction
Introduction
The Matusiflute is a product of centuries of experimentation concerning the
development of the western concert flute and dízi (Chinese flute), as well as the
repertoire performed on each instrument. Historically, the concert flute has been
utilised to imitate instruments and performance practices of non-western backgrounds.
The Matusiflute can be considered, at its core, an instrument that imitates and
incorporates the timbral qualities of the dízi. 1 The membrane on the Matusiflute, which
mimics that of the dízi (Friedrich, 2012), may be utilised to represent musical ideas
originating from a Chinese dízi performance setting, while also having access to
technical capabilities of the Böhm system flute. In representing other musical cultures,
however, attention should be paid to themes of Orientalism and misrepresentation of
musical cultures. These themes are often negated through the process of crosscultural collaboration, which creates an exchange of intercultural ideas. This
discussion presented in this thesis focuses on the creation and implementation of the
Matusiflute. In addition, it considers the relationship between the two instruments will
be explored through themes of cross-cultural collaboration, interculturalism and
globalization.

Methodology
The methodology draws on three different approaches: musical analysis, interviews
and reflective performance practice. The first approach, musical analysis, allows the
thesis to explore the repertoire composed and arranged for the Matusiflute. Two of
these works, Ghashghai (1995) and Ente auf dem Yang Tse, (gegen den Strom
schwimmend) (1989), use the Matusiflute to evoke a representation of the musical
culture of non-western instruments. I evaluate how, by using past compositions and
arrangements as reference, a more sensitive composition and performance on the
headjoint may be achieved through informed research and workshopping within a

1 Throughout the dissertation, the English translation and transcription for dízi (笛子) will be used for
more concise language.
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cross-cultural setting. My research also aims to identify and communicate relevant
information pertaining to the techniques, capabilities and repertoire of the Matusiflute.
The second approach is a semi-structured interview conducted with Matthias
Ziegler. This discussion focused on the development and evolution of the Matusiflute
and its repertoire. Questions sought to elucidate information concerning the
instrument’s performance practice and whether or not the Matusiflute may be
considered for representation of non-western musical culture. This interview has been
conducted following ethics approval.
The final approach is reflective performance practice, covering not only my
experience with the Matusiflute, but also my experience of commissioning a new work
that utilises the instrument. This work, Laridae, results from a conscious and reflective
understanding of the musical culture surrounding the instrument, and it will be
performed in my end-of-year honours recital. I outline the capabilities and difficulties
associated with the headjoint, such as maintaining the membrane, as well as
challenges regarding intonation. The research acquired while writing this thesis will
inform my collaboration with the composer and performance of the piece.

Literature Review
This thesis investigates the design, repertoire and bi-timbral potential of the
Matusiflute, an adapted western concert flute with a controllable vibrating membrane
that emulates the tone quality of the Chinese traverse flute, the dízi. To provide a
context for the proposed research, the following literature review examines three
areas: first, how Orientalism informs the musical representation of non-western
cultures; second, how technological developments have enabled composers to write
works that allow the western concert flute to imitate non-western flutes; and, finally,
how contemporary modifications to the western concert flute led to the invention of the
Matusiflute. The development of this instrument, however, highlights important issues
of cultural hybridity that must be addressed if flautists and composers are to overcome
accusations of Orientalism and adopt a culturally-sensitive approach to performance
practice.
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Orientalism and the Musical Representation of the Other
Coined by the literary studies specialist Edward Said (1978), the term ‘Orientalism’
refers to the West’s (the ‘Occident’s’) historically patronising representations of the
East (the ‘Orient’), specifically peoples and societies of North Africa, the Middle East
and Asia. By highlighting an inherent power imbalance between West and East, the
term represents the Orient as the ‘Other’, a metaphorical positioning that serves to
exert Western power over non-western peoples. While this power imbalance stems
originally from politics, it can also be applied to the cultural arts, where westerners
draw on their perceived higher and more developed cultural, social and political
position to represent and critique non-western cultures (Bohlman, 1991). This
representation of non-western cultures in the arts raises questions concerning how
such dominant viewpoints relating to the other cultures are established and
perpetuated (Born and Hesmondhalgh, 2000).
Notions of musical Orientalism have been prominent for centuries in western art
music, reflecting the political relationship of the Western world with the Eastern
‘Oriental’ world (Locke, 2001). During the seventeenth century, Orientalism and
exoticism became more prominent. Examples of orientalist musical representations
include the ‘Turkish Style’ and the ‘Chinoises Style’. Bellman (1993) states that the
eighteen-s European imagination fabricated and exaggerated the former, with
composers referring to this style with a 2/4 march in which dissonant grace notes often
decorate the melody (Scott, 1998). Examples of works incorporating the ‘Turkish style’
include Mozart’s Piano Sonata No. 11 (K.331) and Die Entführung aus dem Serail
(The Abduction from Seraglio) (K.384) (see Schmidt-Jones, 2010). In contrast,
composers often reference the latter style in Romantic opera, specifically to highlight
the non-western setting or character. Employing pentatonicism and a ‘glittering’
timbre, that is the combined tonal qualities of the harp, celeste and glockenspiel, for
instance in Act II of Puccini’s Turandot, presents a stereotyped depiction of Chinese
culture (Scott, 1998). This musical depiction of oriental cultures, a surface level
imitation with little precaution to cultural sensitivity, highlights the political and power
relationship between the East and West of the time.
With specific reference to the western concert flute, exoticized representations
of the cultural Other are often enforced with instrumental characterisation. Within late
romantic works such as Debussy’s Syrinx, Ravel’s Daphnis et Chloë, and Gaubert’s
Orientale, the flute is depicted as an exotic and unfamiliar entity to the western world.
3

In the latter example, Gaubert utilises repeated syncopated rhythms in the
accompaniment that give “the work an exotic feeling” (Phillips, 2006) (figure 1.1). The
tonality also shifts between D minor and A Phrygian, evoking non-western colours,
without specifically identifying which oriental culture the piece is referencing.

Figure 1.1. Excerpt - Orientale bars 1-5 (Gaubert, n.d.)

Depicting the cultural Other in western classical music has been historically prominent
(Bohlman, 1991; Schmidt-Jones, 2010). Characterisations of oriental themes can also
be evoked when composers use the flute to imitate the sounds of non-western
instruments.
Composers Using the Flute to Express Cross-cultural Musical Ideas Between
East and West
Resulting from a desire to improve the technical capabilities of the western concert
flute, Bavarian flute maker Theodore Böhm (1794-1881) developed and invented the
Böhm flute system, which facilitated chromaticism and a richer tone colour (Böhm,
1899/1964). These developments allowed performers to produce a more diverse array
of timbres that in turn led composers to write more frequent and challenging works for
flute (Shephard, 2019). When exploring different musical cultures and styles in recent
history, western flautists and composers also used the flute to imitate sounds of nonwestern instruments. In using the flute to depict the cultural Other, notable composers
have written works in which the western concert flute imitates non-western instruments
including the Indian wooden traverse flute (bansuri), Japanese bamboo end-blown
flute (shakuhachi) (Henfry, 2007), South American Andean bamboo panpipes (siku)
(Redburn, 2014) and the Chinese dízi. Henfry (2007) and Redburn (2014) discuss the
technical and cultural characteristics of the aforementioned non-western instruments,
enforcing an expectation that culturally-informed practice within a culturally
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representative performance should be assumed. For instance, the authors note that
the shakuchchi is historically associated with Buddhist meditative practices, which in
turn inform the instrument’s reflective playing style. Vibrato and pitch bending are
frequent stylistic techniques within shakuhachi playing, providing more colour to the
performance. The different types of vibrato, such as controlled by breath (Ikiyuri), by
the shaking of the head (Tateyuri, Yokoyuri, and Mawashiyuri) and shaking of the
instrument (Takeyuri), must be considered in shakuhachi interpretation, for a more
accurate representation of the playing style.
An example of an accurate imitation of stylistic shakuhachi performance is
evident in the work of Wil Offermans. The works Honami (Offermans, 1994) and
Nesting of Cranes (Offermans, 1999), analysed by Henfry (2007) and Redburn (2014),
both use the flute to imitate the timbre and performance setting of the shakuhachi.
(Moorhead, 2012). In imitating the shakuhachi, Offermans implements an extended
flute technique labelled “bamboo tones”. The performer achieves this technique by
alternating fingerings on an open hole Böhm system flute which sounds a more
diffused tone, akin to the shakuhachi (Offermans, 2012) (see figure 1.2).

Figure 1.2. Excerpt – Honami Line 2 (Offermans, 1994/2012)

In understanding the stylistic conventions of the shakuhachi, compositions intended to
imitate this instrument are more culturally-informed (Henfry, 2007). If a composer’s
intention and knowledge on the cultural background is lacking competency within a
piece representing a culture outside their own, the musician may run the risk of notions
of exoticism, appropriation and Orientalism. Such is the case with Boyd’s work,
Goldfish through summer rain scored for flute (or shakuhachi) and piano (or harp)
(Boyd, 1980). Alison Tokita (1996) argues that Boyd’s compositional process lacked
the required in-depth research and collaborative understanding of the performance
setting of the shakuhachi, as the work reflects Boyd’s desire to create an ‘Asian5

influenced’ sound. Consequently, this uninformed representation of a non-western
flute performance setting may be termed an orientalist approach, promoting a lack of
understanding for the culture. Additionally, the compositional process in imitating nonwestern instruments by both composers raises concerns over the cultural sensitivity
of the represented musical cultures. This is due to both composers’ lack of contact
and collaboration between musicians of the represented musical culture. In
incorporating non-western musical themes into a work, cross-cultural collaboration
should be enforced to allow for a sensitive representation of the musical culture
(further explored in chapter 2). The desire to implement diverse tone colours and
soundscapes from other cultures, however, has informed the development of
numerous contemporary modifications on the standard western concert flute.
Contemporary Flute Modifications and their Impact on the Flute Repertoire
Since the standardization of the Böhm flute system, contemporary flute makers have
altered the instrument by further modification and adaptation to suit their own
contemporary vision (Fether, 2005). A well-regarded modification is the Kingma
quartertone system flute. Building upon the pre-existing mechanism of the Böhm
system, the Kingma system offers a more complex fingering system, allowing for
microtones and more experimental timbral effects (Kessel, 2018). Many works have
been composed for the Kingma system, employing specifically the use of quartertones
and different fingering combinations. Repertoire incorporating the Kingma system flute
has been collected and compiled by Carla Rees (2014), highlighting works that
demonstrate the accessibility of microtonal passages. Rees has developed an
electronic database which compiles relevant information regarding the Kingma system
of alto and bass flutes (Rees, 2013). This database now assists in informing
composers and performers of the possibilities of the instrument, and how certain
extended techniques and sounds are made possible through the Kingma system.
Another significant contemporary modification is the glissando flute headjoint.
Invented by Robert Dick (b. 1950), the telescopic headjoint attaches to the body of a
standard concert flute and allows for pitch bends of approximately a major third
(Shepherd, 2019). While the headjoint has failed to achieve mainstream success in
the 17 years since its inception, extensive research and compositions has informed
the development of the headjoint. Works such as Ligeia (Bono, 2018) incorporates the

6

capabilities of the headjoint in ways that the standard headjoint is unable to (see figure
1.3). The piece makes use of the glissando technique, and is used frequently
throughout.

Figure 1.3. Excerpt of program notes of Ligeia (Bono, 2018).

The collaboration between inventor and performer Matthias Ziegler and flute maker
Kaspar Baechi resulted in the development of the Matusiflute. The Matusiflute is able
to “create the timbre associated with the Chinese flute…[that]…makes use of a hole
drilled into the headjoint, covered by a membrane which is stopped from vibrating by
operating a mute with the right-hand thumb” (Fether, 2005, p. 30). The timbral control
that is capable for the instrument allows for compositions that utilise the timbre of the
western concert flute and dízi. Since the creation of the Matusiflute, additional flute
modifications which incorporate a buzzing headjoint have been invented such as the
Briccaldi Zi-fi headjoint, and the Be-Mode headjoint by Kotato. While the repertoire for
the Matusiflute is limited, the number of flute performances that involve a membraned
headjoint on a concert flute have gradually increased. Repertoire incorporating such
instruments has also entered the solo public recital (Taku, 2010) and ensemble
performances (Saint-Saëns, Hinze, 1872/2017).
While unique repertoire composed for the Matusiflute is limited, the headjoint
may be used to perform arrangements and imitations of music sourcing from nonwestern musical backgrounds. This ability, however, raises potential concerns on the
cultural sensitivity of these imitations. From an ethnomusicological perspective, using
the Matusiflute to imitate the dízi is an action that could be considered to lack of cultural
and ethical intent and could result in accusations of musical Orientalism. Much like
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Offermans’ repertoire following stylistic and cultural practices of the Shakuhachi,
culturally-informed performance practice of dízi music should be considered when
imitating on the Matusiflute. Knowledge concerning the playing style of the dízi, such
as the contrasting playing style originating from the ‘Northern’ and ‘Southern’ Chinese
musical background, can lead to a more convincing composition for the Matusiflute
(Changning, 2013). Currently, no academic studies examine the cultural relationship
between the Matusiflute and the dízi, a gap that this research aims to address.
Moreover, outside of works composed by the inventor himself, no compositions fully
utilise the controllable timbral capabilities of the Matusiflute. Thus, the aim of this thesis
is to investigate the potential of the Matusiflute to develop the timbral capabilities of
the western concert flute. This will be done while attempting to avoid notions of
Orientalism and appropriation through an understanding of cross-cultural collaboration
and intercultural performance practice, which is the focus of the next chapter.
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Chapter 2:
Cross-cultural Collaboration: Concepts and Practices
Introduction
Informed by globalization and interculturalism, cross-cultural collaboration facilitates
dialogue between individuals from different cultures to generate new outputs. Within
a musical setting, composers and performers of various cultural backgrounds may
collaborate to create new repertoire and performances, borrowing and combining
elements from the musical styles that are inherent to the participants’ cultural
backgrounds. This chapter explores cross-cultural collaboration, drawing parallels
from key concepts pertinent to globalization and interculturalism. It discusses how
these may impact the culturally fused musical genres, in general, and Sino-Western
“fusion concertos”, specifically. Such concepts influence a more culturally-sensitive
approach to cross-cultural collaboration, an aspect that may be applicable to potential
future Matusiflute repertoire.

Globalization
Malcolm Waters (1995, p. 5) defines globalization as a social process in which the
geographical constraints on economic, political, social and cultural aspects of society
recede to reveal a more unified global identity. As societies develop and become more
interconnected, individuals have access to myriad cultural influences to which they
give meaning in their everyday lives (after Wade 2004). Nonetheless, globalization
can be considered to be an inherently cultural imperialist practice, one that “appears
to justify the spread of western culture and of capitalist society by suggesting that there
are forces operating beyond human control that are transforming the world” (Waters,
1995, p. 6). The impact of European “settlement, colonization and cultural replication"
(ibid.) can also lead to misperceptions of non-western cultural practices and ideas. In
contrast, other scholars advocate that globalization is a positive process, one that
promotes intercultural dialogue and which aims to lessen the damages caused by the
flow of ideas and practices from western countries to other parts of the world. Indeed,
interculturalism – which is based on the concept of pluralism achieved through
9

dialogue and interaction (Bouchard, & McGill, 2010, p. 440) – allows for a more
sensitive understanding for other cultures outside of one’s milieu. It is for this reason
that anthropologist Richard Schechner (1989, p. 152) considers the performing arts to
be strong vessels for intercultural exchange because they “express behaviours and
emotion[s] through symbolic action[s]”. Such an informed approach to intercultural
creative exchange informs cross-cultural collaboration, where individuals from diverse
cultural backgrounds work together to realise new creative work.

Cross-cultural Collaboration
As a result of globalization and interculturalism, the practice of cross-cultural
collaboration derives from a collective desire to a facilitate dialogue between
individuals from different cultures. According to Jacqueline Lo and Helen Gilbert
(2002, p. 31), collaborative practice is “characterized by the conjunction of specific
cultural resources at the level of narrative content, performance aesthetics, production
processes, and/or reception by an interpretive community”. Ideally, individuals should
be sensitive to how they incorporate and promote musical themes from outside of their
cultural context into new compositions and performances. Karen Ito (2004, p. 38)
suggests that such an approach engenders "personal transformation, artistic growth,
and the opportunity to have an impact in a broader social and political arena."
Nonetheless, the process of cross-cultural collaboration, and especially developing
ideas through creative performance, is an often-debated and sensitive topic
(Shimakawa, 2004, p. 160). For example, some cross-cultural collaborations could be
insensitive to particular cultural practices and this can result in misrepresentative or
stereotypical performances (ibid.). Such insensitivities may derive from a cultural
power imbalance, predominantly from the West, tied to the influence of Orientalism
(Said, 1978) and eurocentrism (Amin & Moore, 1989). Such perspectives may also
influence cross-cultural collaborations produced for Western audiences, where the
intent is to create an accessible and consumable depiction of other cultures (Bohlman,
2002). This highlights a power imbalance within the collaborative process, one where
references to various cultural elements are interpolated into western art music (after
Everett & Lau, 2004, p. xv).
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In contrast to Schechner’s (1990) positive attitude toward interculturalism and
cross-collaboration in the performing arts, Bharucha (1984, 1994) notes that such
performances may produce distorted cultural representations that reaffirm notions of
eurocentrism. This may occur when a western, monocultural perspective or structure
informs a process of intercultural exchange, resulting in a more “westernized”
outcome. An example of such a distorted cultural representation occurred during the
intercultural cross-cultural collaborative program, the Asia Pacific Performance
Exchange (APPEX). First occurring in 1996, APPEX is a North American collaborative
program that involves numerous practitioners and artists. The program promotes an
environment in which participants can collaborate sensitively to devise new creative
work (Mitoma, 2004). Ricardo Di Trimillos (2004, p. 18) states that while APPEX is
considered an intercultural exchange, “its rational and structure is monocultural and
Western.” Despite the core aim of the program to enable those involved to “participate
in an intercultural and international dialogue” (ibid., p. 6), instances have occurred
where creative differences and a lack of cultural understanding have resulted in
cultural friction and insensitive depictions.
In his chapter, for example, Garret Kam (2004) discusses an incident at APPEX
that evokes cultural insensitivity involving the disrespecting of a Balinese gamelan
orchestra. Specifically, one western performer jumped over a musician’s head and
instrument. 2 Not only were such actions inappropriate, but also they “showed
disrespect” (Kam, 2004, p. 77) for Balinese indigenous understandings of the body
and gamelan musical instruments. Marina Roseman (2004, p. 128) states that such
moments of friction within the cross-collaboration process are caused by “collisions
deriving from [the participants’] differences in training, technique, and experience often
led to ruptures during rehearsals”. Within the context of cross-cultural collaborations,
participants need to avoid such collisions from occurring by engaging in a dialogue
that promotes deeper understanding of various elements and practices from different
cultures.

The incident in question involved Susanto, a performer from APPEX, stepping over small Balinese
gamelan kettle chimes, and jumping over the head of I Nyoman Windha, a respected Balinese
composer and musician.
2
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The Third Space within the Perspective of Cross-cultural Collaboration
The process of creating new work through cross-cultural dialogue also opens up a
third space in which participants can experiment with and reach agreement vis-à-vis
new outcomes. Edward Soja (2008, after Bhabha 2004) states that such a third space
is the result of overlapping ideas from different contexts and that this intersection
allows for new possibilities, sometimes in different geographic contexts. Diasporic
cultures often create third spaces that connect real or imagined understandings of a
homeland to a new location. An example of cross-cultural arts emanating from a third
space is the music of diasporic Irish communities in Canada. Johanne Trew (2000)
explores this how a third space shapes the musical interaction to the extent where
they may be considered an entirely new practice. Such a process of cross-cultural
collaboration affords a third space in which sensitive dialogue and interaction allows
for a newly realised musical output, created from a fusion of cultures. An example of
a musical genre that has resulted from ties to a musical third space is the SinoWestern “fusion concerto”, drawing from collaborations from Western art composers
and musical origin and Chinese musical cultural origin and composers.

Sino-Western “Fusion Concertos”
Chinese Western (Sino-Western) musical encounters have historically reflected the
social, political and cultural relationship between China and the West (Yang & Saffle,
2017). Since the introduction of Western music to southern China by European
missionaries in the sixteenth century (Yang, 2017), elements of Western art music
have been incorporated and adapted for Chinese audiences. Russian composer
Aaron Avshalomov played a pivotal role in relation to the evolution of Sino-Western
interculturalist compositions between 1931 and 1947 that resulted from his frequent
residencies in China between 1918 to 1947 (Winzenburg, 2012). Many of his
compositional ideas draw upon traditional Chinese themes and rhythms (Messmer,
2011), enabling Avshalomov to write “fusion-concertos” that fuse Western and
Chinese musical conventions and instrumentation. With reference to the fusion
concerto, John Winzenburg (2018, p. 52) notes that such works intentionally blend
“elements that were previously associated with separate traditions for the purpose of
creating a new form.” The fusion concerto is also characterised by an ensemble
orchestration that features instruments from varying musical and cultural
12

backgrounds. Avshalomov's works prior to the fusion concerto, such as his Peking
Hutungs (1931), while incorporating Sino-Western musical themes, were exoticized
depictions of Chinese musical culture rather than acts of cross-cultural collaboration.3
This westernized approach towards cultural representation highlights the need for
such a process to stray away from needing to “establish its position in relation to the
capitalist West” (Waters, 1995, p. 6), but rather generating an intercultural process
which promotes Sino-Western themes, regardless of Western consumption.
Since Avshalomov’s Three pieces for Erhu and Orchestra (1941), the genre of
Sino-Western fusion concerto parallels the rapid development of other aspects within
Chinese society as the country went through a major identity transformation
(Winzenburg, 2011). An example of this development comes from Gao Weijie’s
Dreams of meeting (1993), a fusion concerto for flute, dízi and orchestra. Winzenburg
identifies that the interaction found within the scoring for flute and dízi, showcases a
“cross-cultural timbral encounter…between China and the West” (2017, p. 186). Weijie
quotes from Debussy’s (1894) Prélude à l'après-midi d'un faune when writing for the
solo flute line, recontextualizing its cultural relevance and representation when paired
with the solo dízi line, which reflects the Chinese musical context. The flute line
deviates from its timbral contextual origin to develop a new musical third space when
compared and contrasted with the dízi line. This allows for “[t]imbral exploration”
through instrumentation, which “exhibits similar metaphorical implications in the form
of Chinese-Western cultural interplay” (Winzenburg, 2017, p. 188). Such interplay
explored within the piece is evocative of a third space, creating a new musical idea
that sources from Sino-Western musical themes and ideas. This process allows for a
more sensitive cultural exchange when incorporating Sino-Western musical ideas.

Conclusion
This chapter has explored the interplay between globalization, interculturalism and
cross-cultural collaboration, and how these concepts affect performances which draw
from non-western backgrounds. Knowledge of other cultural practices and traditions
are beneficial to understanding and promoting cross-cultural processes within Sino-

In the former, Avshalomov scored Western instruments to “mimic their Chinese instrumental
counterparts” rather than including Chinese musical instruments in the orchestra (Winzenburg, 2012,
p. 66).
3
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Western compositions. Such an understanding allows for a more sensitive approach
when using the Matusiflute as a way to convey a representation of non-western
instruments, specifically the dízi, generating a culturally sensitive and realised musical
output. The next chapter explores these and other issues via an interview conducted
with Matusiflute inventor, Matthias Ziegler.
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Chapter 3:
The Matusiflute: An interview with Matthias Ziegler
Introduction
This chapter outlines the development of the Matusiflute with reference to the concepts
of interculturalism and cross-cultural collaboration. The chapter draws on an interview
conducted on 14 September 2020, via video conference, with Professor Matthias
Ziegler (b. 1955). Professor Ziegler is the inventor of the Matusiflute, which was
developed and adapted to benefit his improvisational performance practice and
compositions. To begin, the chapter charts the production timeline of the Matusiflute
and the repertoire written for the instrument that Ziegler has played. Following, the
chapter explores the relationship that the instrument and its repertoire has with
intercultural collaborative themes, and notions of Orientalism and appropriation.
Throughout, the chapter argues that the Matusiflute may be used as a platform to
elevate and enforce intercultural ideas through sensitive cross-cultural collaborations
of non-western flutes such as the Chinese dízi.

The Production Timeline of the Matusiflute
The Matusiflute first emerged out of the necessity and desire to incorporate equal
temperament into dízi playing. Ziegler encountered intonation issues when attempting
to play chromatically on the dízi whilst on tour in the late 1980s with the pop band
Andreas Vollenweider and friends, a new age group that incorporated instruments
from different cultural backgrounds into its musical output. Ziegler played the dízi on
several tracks, including La Lune Et L'enfant (1986), providing a unique timbral
confluence to the recording. Ziegler had first attempted to modify the dízi by inserting
plasticine into the tone holes, and cutting up and extending the wooden body to adjust
the intonation. He then decided, rather than adapting the dízi to meet the expectation
of western temperament, 4 to modify the western concert flute to match the timbral
colour of the dízi. This led to a development period in 1986 where Ziegler and his
4 A Chinese instrument designed to meet said expectations is the xindi, a flute without a membrane,
incorporating western influences on the basis of equal temperament (Lee & Shen, 1999).
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student Balz Baechi, a flute technician, experimented with the western concert flute
headjoint. Three prototypes emerged from this development period. The first prototype
was achieved by drilling a hole in Ziegler’s headjoint (made by German flute maker J.
Rainer Lafin) and applying rice paper (dimo) over the hole. The rice paper worked
successfully, and the headjoint replicated the buzzing timbral colour of the dízi (figure
3.1). This model of a modified membraned flute headjoint known as the Matusiflute 5
was then performed for the first time in 1987 in the NHK Hall, Tokyo, while Ziegler was
on tour with Vollenweider and friends. 6

Figure 3.1. Photograph of Early Matusiflute model. (Friedrich, 2020)

As the tour progressed, Ziegler gradually grew tired of having to swap headjoints to
achieve the alternate timbre of the membraned headjoint. To address this
inconvenience, he theorised that the membrane could be covered – by use of a device
attached to the headjoint – to stop the resonance of the rice paper. A further
experimentation period resulted in the development of a mechanism that operates a
mute attached to the headjoint. The mechanism incorporates a lever that opens and
The name Matusiflute emerges from a humorous nickname given to Ziegler as a result of
mispronouncing his first name.
6 This early model of the Matusiflute inspire two designs that incorporated a buzzing membrane on the
headjoint; the Be-Mode flute by Katsuichi Kotato and the Zi-Fi Bi-Timbre headjoint by Giancarlo Parisi.
These headjoints utilise a latch that stops the rice paper resonating but it cannot be removed while
playing the instrument.
5
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depresses the mute onto the rice paper, which in turn mutes its resonance. The player
operates the mutes via a string that wraps around the right-hand thumb. 7 As the
performer pulls the string, the lever raises the mute; this exposes the membrane and
causes it to resonate. The mechanism was added to the headjoint and other minor
small adjustments were made. At first, the rice paper patch and the mechanism were
positioned too close to the lip plate. This interfered with the placement of the
microphone, however, that Ziegler used for amplification during his concerts. To
overcome this issue, the mechanism was rotated to occupy less space and placed
further down the headjoint (figure 3.2).

Figure 3.2. Photograph of concert flute headjoint (left) compared to the current Matusiflute mechanism on flute
(right) (own photo).

Despite the aforementioned alterations, issues emerged when the mute was
combined with the rice paper. The problem occurred when the rice paper, which
became more delicate as it collected moisture from the inside of the instrument, would

7

The right thumb is not used to depress any keys on the western concert flute.
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tear when it came into contact with the mute. To overcome this issue, the rice paper
was substituted with more durable mylar foil and later BoPET-film. 8 These more
malleable materials also allowed for the tension of the membrane to be adjusted, akin
to that of the skin of a drum. This was an important realisation because a loose
membrane resonates with lower frequencies whereas a tighter membrane resonates
with higher frequencies. To allow for the fine tuning, three screws were implemented
onto the mechanism, which, when tightened, stretch the membrane. The Matusiflute
is now currently being crafted by metalworker David Kerkhof and is able to be placed
on numerous models of flutes, including alto, bass, contralto and contrabass flutes
(figure 3.3). The development of the Matusiflute headjoint responded to issues
stemming from Ziegler’s performance work. 9 It is for this reason that Ziegler (2020)
considers the headjoint to be a “creative tool which opens up and helps to, develop
creative ideas”. This is especially the case in repertoire written for the instrument.

Figure 3.3. Photograph of Current Matusiflute mechanism on larger flute (n.d.)

A strong and flexible material made from polyethylene terephthalate, BoPET stands for biaxiallyoriented polyethylene terephthalate.
9 This design philosophy contrasts with the development of other flute modifications, such as the
Kingma system of flute, which strived for more widespread appeal.
8
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Matusiflute Repertoire and how the Instrument Affects its Stylistic Conventions
Since the debut of the headjoint 1987, Ziegler has used the Matusiflute primarily in
improvised performances to add timbral colour changes. Formed out his
improvisations, a small number of works have been specifically composed for the
headjoint. Significant repertoire written for the Matusiflute includes Ente auf dem Yang
Tse, gegen den Strom schwimmend (1989) and Ghashghai (1995). Ziegler composed
and performed these works in which the headjoint imitates non-western flute sounds.10
Ente auf dem Yang Tse, (gegen den Strom schwimmend)
According to Ziegler, Ente auf dem Yang Tse, (gegen den Strom schwimmend) is the
first work composed for the Matusiflute. 11 Composed in 1989, Ziegler dedicated the
work to the protesting Chinese students who were victims of the Tiananmen Square
Massacre (Lui, 2000). 12 The work opens with a free, improvised section, performed
with the flute sound, with long sustained notes separated by technically demanding
repetitive patterns. The mute on the Matusiflute is then lifted and the flute resonates
similar to a dízi. A simple melodic theme is played, featuring note bends and numerous
grace notes, which gradually develops and accelerates (figure 3.4). The melody is
pentatonic in writing, intended to evoke a Chinese Musical setting akin to that of solo
dízi music. The work then returns to a slower, more reflective tempo, as the theme
reverts back to sustained notes, returning to the flute sound (Ziegler, 1992, track 2).

10 Additionally, other repertoire includes the Nola Flute Concerto (2012) by Benjamin Yusupov (b. 1962),
Marsya’s Song (1992) for flute, vocals, double bass, and percussion by Matthias, and Daniel Schnyder’s
(b. 1961) two trios, the Trio for flute, cello and piano (1987), and the Trio for Palladio (1988). Other
works have been written for membraned flute, but specifically the Matusiflute, include compositions
written by Jun Ichiro-Taku and Gundrun Hinze, which arrange repertoire to incorporate a buzzing
membraned flute.
11 The translation of Ente auf dem Yang Tse, (gegen den Strom schwimmend) is ‘Duck on the River
Yang Tse (Swimming Against Current)’.
12 Ziegler was a student at the time and composed the work to bring global awareness to the protests
of The Student Movement of 1989.
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Figure 3.4. Excerpt – Ente auf dem Yang Tse, (gegen den Strom schwimmend) [2:51 - 3:27] (Ziegler, 1992).
Transcription by author.

Ghashghai for solo flute
Featured within Ziegler’s solo album Uakti, New Music for Flute (1999, track 8),
Ghashghai is one of his most often performed works. The work takes inspiration from
Ziegler’s travels through the Iranian Republic in 1995, in general, and his experience
of Qashqai culture, specifically. Upon meeting the Qashqai nomads, who were crafting
Gabbehs, 13 Ziegler was inspired to compose a piece dedicated to the artistry behind
the craft. The work starts with a free introduction, usually based on a repeated motivic
theme, this is inspired by the Qashqai nomads who played the Shawm. 14 The theme
incorporates extended techniques such as additional harmonics, key clicks and
bisbligando, which changes the tone colour of the flute. The Matusiflute is incorporated
in a similar method to the extended techniques and is employed to diversify the timbral
colours. The work then transitions into a fixed section, evoking a more folk-inspired
melody with shifting rhythmic meter (see figure 3.5). This rhythmic structure is inspired
by the santur 15 players of the Mashad region in North East Iran, where Ziegler also
travelled (Ardalan, 2012). 16
A gabbeh is a thick, handwoven Iranian carpet, often simple in design.
A santur is a conical double reeded instrument, similar to the Persian sorna (Baines & Kirnbauer,
2001).
15 A hammered multi-stringed instrument of Iranian origin. (Turobovna, 2016)
16 The lively and rapid rhythmic passages are characteristic of the Čahārmeżrāb, a fast metric
instrumental solo piece, found within a collection of pieces called a dastgāh (Nettl, 2006).
13
14
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Figure 3.5. Excerpt – Ghashghai [3:58 - 4:05] (Ziegler, 1999). Transcription by author.

Interculturalism and Appropriation
Themes of interculturalism and appropriation are relevant when performing music
outside of one’s inherent musical culture. With reference to pluralism achieved through
dialogue and interaction (Bouchard & McGill, 2010, p. 440), interculturalism informs a
cross-cultural collaborative process that helps to realise a musical output that borrows
from and/or incorporates elements from musical styles inherent to the participants’
cultural backgrounds. When incorporating intercultural and cross-cultural themes into
compositions, one needs to avoid notions of appropriation or Orientalism (Said, 1978;
see also Pavis, 1996). When using the timbral shift of the Matusiflute membrane to
evoke transcultural ideas, performers and composers should incorporate a crosscultural collaborative process to avoid such accusations of Orientalism and
appropriation.
Ziegler’s repertoire for the Matusiflute often draws from non-western musical
cultures. Ente auf dem Yang Tse, (gegen den Strom schwimmend) and Ghashghai do
not demonstrate a cross-cultural collaboration, but rather an interpretation of specific
musical stylistic qualities. Ziegler states that his approach to incorporating nonwestern musical ideas into his work stems from inspiration rather than collaboration.
Ziegler uses an analogy of taking a sketch of the landscape, as opposed to a photo,
to explain this process. The former is not an accurate depiction of the culture, but
rather a personal gesture towards cultural inspiration and interpretation. This
perspective, however, does not eliminate notions of Eurocentric depictions of nonwestern cultures. Ziegler’s relationship with the cultural musical origin which inspires
his works evokes elements of globalization and interculturalism. Such themes are also
present within his contributions on the dízi in the new-age pop group Andreas
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Vollenweider and friends. With reference to Ghashghai, Ziegler recontextualizes
Qashqai musical culture for western consumption. Nonetheless, this also raises
concerns of cultural sensitivity and appropriation.
With the addition of the membrane, the Matusiflute incorporates elements of the
dízi, but how should a performer navigate transcultural and intercultural ideas when
performing music that represents or is inspired by another culture? If cross-cultural
collaboration allows a new musical idea, realised from a cultural exchange and
encounter, then this process should be enforced when learning Matusiflute repertoire.
This should be acknowledged to avoid notions of Orientalism and appropriation within
flute performance, an element of Eurocentrism and Westernization (Bohlman, 2002).
Therefore, when using the Matusiflute to imitate the sound of a dízi, a cross-cultural
encounter should be conducted between the performer/composer and a traditional dízi
player. This setting, allows for an exchange of ideas and perspectives, offering advice
on creating a culturally sensitive performance, informed by the musical culture being
represented.

On Playing Dízi Music on the Matusiflute
Due to the Matusiflute’s ability to emulate the timbral qualities to the dízi, assumptions
could be made that the former may possess a musical performance practice culturally
inherent to the latter. In reflecting on his lack of Sino-Western collaborative process
when writing the Ente auf dem Yang Tse, (gegen den Strom schwimmend), Ziegler
(2020) never intended to “…take over elements of … the sound culture”. Ziegler also
states that he never collaborated with a dízi player, a process that would have resulted
in “personal transformation, artistic growth, and the opportunity to have an impact in a
broader social and political arena” (Ito, 2004, p. 38). Developing such an
understanding for the cultural musical context of solo dízi music would have further
informed the compositional and performance process to generate a more culturally
sensitive and respectful musical output.
An arrangement for a membraned concert flute that aims to imitate the dízi
through a performance of traditional Chinese music is evident in a recital in which Jun
Ichiro-Taku (2011) imitates wind instruments from around the world. In his
performance of two twentieth-century Chinese pieces – Zhè gū fēi (The Flight of the
Partridges) (1926) revised composition by Lu Chunling (1921-2018), and Sàimǎ
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(Horse Racing) (1964) by Huang Huai-Hai (1935-1967) (Whitcomb, et al. 2011) –
Ichiro-Taku performs on a Kotato Be-mode headjoint, a membraned headjoint similar
to Ziegler’s early Matusiflute prototypes. The performance, 17 follows stylistic
techniques reflective of Chunling’s solo dízi playing style. The playing style is “marked
by a lyrical quality and the frequent use of trills, appoggiatura, subtle articulation,
contrasting dynamics, melodic augmentation and ornamented figures as well as
conjunct melodic contour”, which was an element of contemporary solo dízi music.
(Lau, 1996, p. 122). The piece can be considered an accurate imitation and replication
of Chunling’s performance style, but the performance may be considered more
culturally sensitive by incorporating elements of cross-cultural collaboration, to negate
potential notions of appropriation.

Conclusion
In allowing for a timbral shift that imitates a dízi, the Matusiflute is a bi-timbral headjoint
that may be considered a platform for potential cross-cultural musical encounters.
However, issues of cultural sensitivity should be addressed in compositional
collaborative processes when using the Matusiflute to imitate instruments deriving
from non-western musical cultures. This cross-cultural collaboration should be
considered necessary to allow for imitation of non-western instruments that respects
the represented musical culture, avoiding notions of Orientalism and appropriation. A
dialogue surrounding themes of interculturalism and cross-cultural collaboration
regarding the Matusiflute should be allowed to inform the creation of future
compositions and performances. The next chapter explores the discussion
surrounding the compositional process of a work that I have commissioned for the
Matusiflute, Laridae.

17 It is currently unknown if a cross-cultural collaboration was achieved in the arrangement process of
this recital.
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Chapter 4:
Reflections on the Matusiflute
Introduction
Since its inception in 1987, the Matusiflute has been associated almost exclusively
with premiere performances presented and compositions written by Matthias Ziegler.
Ziegler (2020) admits that it is unlikely that the Matusiflute will achieve mainstream
appeal. The potential of utilising the Matusiflute as a platform to represent and imitate
the dízi, however, may mean that the instrument may feature in future compositions
and intercultural collaborations. This chapter addresses how the Matusiflute may be
used to approach and explore repertoire emerging from cross-collaborative creative
outputs between Sino-western music for flutes and dízi. To begin, the chapter explores
the technical specifications of the Matusiflute, considering its capabilities and
limitations. These specifications result from my personal findings and reflections on
the headjoint since acquiring it in May 2020. Following, the chapter incorporates my
experiences on the Matusiflute with acquired information on cross-cultural
collaboration and intercultural performance. This gained reflective knowledge on the
Matusiflute will assist in informing potential future works that may form out of crosscultural collaboration. Lastly, a new commissioned work written for Matusiflute and
piano, utilising techniques not fully explored yet, will be examined. This work emerged
out of a collaboration, to which my contribution to the process will be analysed.
Sensitive cross-cultural collaborations should be incorporated to allow for culturally
sensitive depictions of non-western flutes such as the dízi.

Technical Specifications and Limitations of the Matusiflute
When composing for the Matusiflute, technical specifications, capabilities and
limitations should be considered to inform how composers should write works for the
instrument. This will also ensure that composers are better informed of the capabilities
of the headjoint in creating potential new works.
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Range
A potential misconception regarding the Matusiflute is that the range is identical to the
standard Böhm flute system, as the body of the flute is unchanged. While in theory,
the range may be three octaves starting on C4 (Friedrich, n.d.), factors involving the
membrane limit the flexibility of the flute’s range. To address this issue, the three
screws on the headjoint tighten and loosen the membrane to allow for more resonance
flexibility, as “it has to be loose for the low register, and tighter for the higher register”
(Ziegler, 2020). One the one hand, a loose membrane creates a louder, more
penetrative tone colour, ideal for lower register playing. However, it also affects the
stability of the sound quality in the upper register. One the other hand, a tighter
membrane produces a thinner resonance. While this allows for greater range and
flexibility in the higher register, it nonetheless muffles the penetrative tone quality of
the membrane. Additionally, the sound will be gradually affected by the membrane
after extended use of the instrument, and would need to be cleaned and adjusted
accordingly.
Intonation
The Matusiflute was created to incorporate the demands of western equal
temperament and intonation to the timbre of the dízi. However, the Matusiflute itself
suffers from minor intonation differences and should be addressed. For example, the
pitch generally flattens slightly when the membrane is exposed. This is most notable
on notes with sensitive intonation on the Böhm flute system, such as E and C♯ in all
registers. The incorporation of extra negative space within the chamber of the
headjoint impacts the intonation and tone colour slightly also flattens the pitch.
Timbral Shift
The lever, operated by the performer via a string, which mutes the membrane creating
a flute timbre, allows for different techniques and effects within a performance. Unlike
other western concert flute modifications incorporating a membrane, the string allows
the player the ability to shift timbres while playing. 18 This timbral shift can be gradual,
by pulling slowly, subtly changing the colour of the note, or rapid. A timbral trill can

18 As opposed to removing one of the hands from the body of the instrument to adjust the latch on the
headjoint.
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also be achieve by rapidly pulling on the string to mute and unmute the membrane,
rearticulating each time on a sustained note.
When writing for the Matusiflute, the timbral shift achieved by pulling the string
should be indicated clearly through notation or written markings. The nature of the
instrument parallels that of a trumpet plunger mute, where the colour of the note can
be adjusted codependently of the playing of the instrument. In indicating this change
in colour, the plunger mute uses a notation to indicate when to adjust the tone colour.
A “+” sign over the note indicates covering the bell of the trumpet with the plunger, and
a “o” sign indicates to remove the plunger from the bell. These notations may appear
more than once on the same note (Griffin, 2007). Composers may use the same
notation to indicate when to pull on the string, with the “+” notation indicating a pulling
of the string, and the “o” notation indicates the strings release. Future compositions
and performances should be informed of such technical specifications and limitations
to create and perform repertoire which fully utilises the headjoint.
Along with the technical specifications, composers and performers should also
adopt a sensitive and collaborative approach when using the Matusiflute to depict
musical phrases and ideas that evoke non-western themes. An example of positive
cross-cultural encounters within a performance setting comes from APPEX, where
performers are encouraged to collaborate with each other to generate a sensitive and
realised process (Mitoma, 2004). Ziegler (2020) considers that to “meet a dízi player,
… and play, and [to] improvise together, that would have been a nice encounter.” Such
a beneficial process is to be able to workshop with a musician proficient in the
instrument the Matusiflute is trying to represent. Therefore, a composer or performer,
when using the Matusiflute as a platform to express non-western musical ideas, should
workshop and collaborate with musicians proficient in the instrument that the
Matusiflute imitates or evokes, such as the dízi.

Conclusion
The Matusiflute carries potential as a platform for enabling intercultural dialogue and
cross-cultural exchange as an instrument which evokes timbral qualities of nonwestern instruments. This cross-cultural exchange should be considered and realised
if the Matusiflute is written to imitate non-western flute sounds, such as the dízi. In
anticipating potential future works for the Matusiflute, composers and performers

26

should be informed of the technical specifications, capabilities, and limitations of the
instrument to allow for more effective writing that utilises the instrument’s capabilities.
Additionally, proper care and research should go into the musical culture surrounding
the instrument, to avoid notions of Orientalism and misrepresentation. This care and
research will in turn inform my output of the piece, through an informed performance
practice setting.
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Chapter 5:
Conclusion
This thesis has addressed the development of the Matusiflute and the cultural context
surrounding its repertoire with specific reference to the themes of cross-cultural
collaboration and globalization. The Matusiflute is also a product of the musical cultural
interplay between Sino-Western ideas, due its ability to shift timbres to that which
evokes the colour of the dízi. This cultural interplay must be addressed when
composing or performing Matusiflute repertoire which evoke ideas of the represented
musical culture to avoid notions of Orientalism and misrepresentation of musical
culture.
The thesis has explored the relationship between globalization and cross-cultural
collaboration within a musical setting, to imitate non-western ideas and themes. When
incorporating themes of non-western musical origin, sensitivity, understanding and
respect for the other culture should be enforced within workshops to allow for crosscultural encounters and exchanges. Themes of globalization and interculturalism
relate to the development of the Matusiflute, with its ability to imitate the colour of the
Chinese dízi. Informed through an interview with the inventor Matthias Ziegler, the
production history of the Matusiflute and respective repertoire is identified and
explored. Constructed with the dízi in mind, the Matusiflute was developed and
adapted to suit Ziegler’s free improvisatory style of playing throughout his career. The
repertoire written for the instrument also reflects Ziegler’s playing style and often
incorporates the buzzing timbral colour to represent non-western musical ideas. This
is evident in Ghashghai, and Ente auf dem Yang Tse, (gegen den Strom
schwimmend), two of his more prominent Matusiflute works. Such pieces utilise the
Matusiflute

to

represent

non-western

musical

ideas

and

themes.

These

representations which result from inspiration from other cultures, rather than an output
of cross-cultural collaboration, may evoke potential notions of Orientalism. Discussion
of the aforementioned themes then informed my approach to collaborating in creating
a new work for the Matusiflute, Laridae. Composed and collaborated with Jonathon
Yang (b. 1999) with the intention of premiering at my end of year recital, the piece was
written for piano and Matusiflute. The work employs the use of the Matusiflute’s
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changing timbral colours to elevate musical ideas and character, such as requiring to
frequently switch between both flute timbres while playing.
Understanding the specifications and the cross-cultural contextual background of the
headjoint informed the composition process of the piece, as well as how I will interpret
and perform the piece in a recital setting.
In researching and writing for this thesis, there were topics and ideas that could
be explored in more depth in a future study. In researching cross-cultural collaborative
encounters, I was unable to produce such an encounter myself when working with the
Matusiflute to imitate non-western instruments. In addition, comparison between the
Matusiflute and the dízi was limited due my not having access to the latter instrument.
In conclusion, the Matusiflute allows for a timbral shift which is unique to
contemporary flute performance. In using the Matusiflute for evoking a representation
of non-western musical ideas, however, methods of cross-cultural collaboration should
be considered and enforced to allow for a more sensitive approach to such
representations. Consequently, notions of Orientalism and appropriation may be
evoked in performance if not properly considered.
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